the poet Ezequiel Martínez Estrada talks of "the unfolding of the infinite within" that defined the Argentine wilderness before it was tamed, "the land where man is alone, like an abstract being that will begin anew the story of the species-or conclude it." 12 And it is something resembling the utopian, tellurical force described by Martínez Estrada (who was himself a fierce opponent of Perónismo) that Pynchon's gaucho anarchists attribute to the providential "'openness of the German Zone'" (265). As Richard Slatta explains, while gauchos effectively "disappeared as a recognizable social group in the last third of the nineteenth century"-beaten back by war, land reforms and strategic Europeanization-all manner of "literary and symbolic evocations" would flourish in the twentieth, with the romantic myth of the gaucho replacing lived experience. 13 It is this very process that Pynchon observes, critiques, and in some senses, contributes to himself: irreverent, as is to be expected, but with a special emphasis on the price of freedom which the anarchists must negotiate, on the fraught politics of "gaucho dignity" (384).
Beyond and connected to this gaucho fixation, examining the presence of Argentina in Gravity's Rainbow takes us deeper into the remarkable composition of Pynchon's novel. He provides various meditations, both poetic and comedic, on the "neuroses" and "manias" of the anarchists (264, 383), terms that perhaps gesture toward the unique way in which psychoanalysis found such a receptive audience in Argentina (Buenos Aires even has a neighbourhood known as "Villa Freud" because of its astonishing concentration of psychoanalysts). 14 He embroiders his portrayal of the "terminal" homesickness that afflicts the anarchists with casual but finely wrought observations about "the smell of freshly brewed maté after a bitter day at the racetrack" (385). 15 He reflects on the "reluctant poignancy" of Argentine Spanish-"full of quiet damped ss and palatal ys"-with the extraordinary suggestion that it is "brought along through years of frustration, selfcensorship, long roundabout evasions of political truth-of bringing the State to live in the muscles of your tongue" (384). When the tango is evoked-not only mentioned previously in V., but also in The Crying of Lot 49 during a ballroom scene at a deaf-mute convention 16 -the reference is to the very particular dance-hall sounds of el Rey del Compás (or "King of the Beat") Juan D'Arienzo and no longer merely generic (267). 17 Last but not least, there are allusions, quotations and theorizations relating to three of Argentina's most influential writers-Jorge Luis Borges, Leopoldo Lugones, and José Hernández (three very different writers who are nonetheless bound together, as I will later explore, in the troubled maturation of Argentine literature and nationhood). Hernández, of course, is the author of the epic gauchesco poem Martín Fierro (1872), a thrilling and tragic howl written in rural dialect which championed the plight of the gaucho at a time when Argentina's urban elite were mounting a sustained campaign against the "barbarism" of its rural population. 18 Moreover, the contrasting interpretations of the poem by Lugones and Borges-of its rage, its drama, its ambiguities-were to prove instrumental in the evolution of the gaucho's status in Argentine culture. It is a movie version of Martín Fierro that the anarchists agree to create with Gerhardt "der Springer" von Göll in the Zone, with the German director (and unashamed profiteer) gripped by the "controlled ecstasy of megalomania" after coming to believe that his films have the power to "sow the seeds of reality" (388). "'Tell me, Squalidozzi,'" he asks with no little sense of cynicism, "'are you too pure for this? Or could your anarchist project use a little help?'" (386).
With the fortieth anniversary of Gravity's Rainbow on the horizon, it is therefore not surprising that many aspects of this Argentine material have attracted a substantial amount of debate and exegesis, which I shall duly address as appropriate. Indeed, some of the most lasting and insightful readings of the novel touch on the significance of Pynchon's displaced gaucho anarchists in one way or another, and a lyrical passage in which Squalidozzi attempts to articulate the "'perversity and guilt'" of "'the Argentine heart'" to a bemused Slothrop has become a kind of hyper-canonical quotation. "'We are obsessed with building labyrinths,'" he explains, "'where before there was open plain and sky. To draw ever more complex patterns on the blank sheet . . . Look at Borges. Look at the suburbs of Buenos Aires.'" But hidden beneath this, we are crucially informed, lies a profound, traumatic longing "'for a return to that first unscribbled serenity'" (264).
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However, one of the odd things about the critical discussion of Pynchon's "mania" for all things Argentine-if a certain amount of generalization can be forgiven at this stage-has been a notable reluctance to look it squarely in the face. This can be explained by two key factors. Firstly, scholars have been uncertain as to the precise historical sources that may have informed the development of the Argentine narrative in Gravity's Rainbow. Compared to the serious inroads that have been made into the novel's engagement with, say, It also places an uncompromising emphasis on our complicity in such processes. As the eponymous hero of Martín Fierro testifies, "nos llevan los rigores" ("we take on our difficulties") and we must decide if they will carry us along. 29 The specificity of my archival/ contextual discussion is therefore situated within this broader series of debates.
La Revolución
The first reference to Argentina in Gravity's Rainbow is the scene I have previously men- Depression. In this context, Yrigoyen's government found itself unable to maintain the heavy spending that had sustained much of its popularity with the middle classes and equally unable to meet the demands of the elite, who sought an aggressive curtailment of the state sector. 39 Moreover, a lack of institutional reform had left Yrigoyen vulnerable to entrenched conservative power structures in place since colonial times, and his grip on office was further undermined by the fracturing of his own Radical party (the UCR). As Crítica, which at one point employed Jorge Luis Borges, was a driving force of Argentine modernity; in 1930 it had a daily circulation of close to 300,000 copies. 48 The paper also played an important role in the advancement of cartoon satire (it was famous, in fact,
for its acerbic portrayals of Argentine political turmoil) and Columba himself provided images for it. While Botana was initially an enthusiastic supporter of the coup (allied to the liberal conservative faction), Crítica was promptly closed after publishing graphic reports of the abuses committed by Uriburu's regime and he was imprisoned for a period in 1931. 49 His words here are sublimely hubristic, declaring "Es hija de mis rotativas, señor comisario" ("She is the daughter of my printing press, mister commissioner"). Given the emphasis that Gravity's Rainbow places on the magical (and deeply ambivalent) link between word and deed, on the dark wizardry of charisma, on media systems, and on technology's appropriation of divine power, it is perhaps no surprise that Pynchon was so drawn to the cartoon. Botana's statement rings both true and hollow-a case of what
Pynchon calls magic operating "in a political way" (356), the fallen magic of a technocratic language that brings to life the thing it describes-and thus evokes aspects of the novel that might otherwise appear disparate, from the uncanny effects of alphabetization in Central Asia to von Göll's cinematic megalomania.
With this wider relationship between language and political power in mind, we can begin to explore why Pynchon chooses to isolate the words of Leopoldo Lugones.
Unfortunately, the details on Lugones in both editions of Weisenburger's invaluable
Companion are actually very misleading in this respect. While the claim that Lugones "always demonstrated sympathies with Argentina's disenfranchised people" has a grain of truth in it, the statement that he was a "liberal in politics" is wide of the mark by some distance. 50 At one point a radical atheist and a founding member of the Socialist Party, by 1930 Lugones was in fact a committed nacionalista, if not an out-and-out fascist whose vision of Argentine regeneration heralded the arrival of la Hora de la Espada ("the Hour of the Sword"). 51 A champion of criollo supremacy, in both cultural and racial terms, it was
Lugones who was invited to produce a revolutionary proclamation for the 1930 uprising. 52 Moreover, it was Lugones who earlier delivered a renowned series of lectures on There is, however, an intriguing and disturbing extra layer to this, or at least a potential one. Lugones's son-also called Leopoldo but generally known as "Polo"-was to become head of the "Special Section" of the Federal Police after the 1930 coup and was notorious for his sadistic zeal in persecuting leftist dissidents. Within this context, Polo
Lugones has the distinction of being credited with introducing the world to the picana (or electric cattle prod) as an instrument of torture, usually applied to the genitals.
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Given the fact that Columba's cartoon is set in a police station, it is therefore tempting to see two generations of the Lugones family in the one figure, albeit with the benefit of hindsight. Indeed, this interpretation is encouraged by the additional term that Pynchon includes in his translation of Lugones's speech bubble: "Le voy a contar, en verso, cómo la
The Gaucho Sells Out: Thomas Pynchon and Argentina 65 conseguí sin mancha de pecado." In the novel, "sin mancha de pecado" ("without the stain of sin") becomes "free from the stain of Original Sin." Not only does this subtly alter the theological implications of the quote (evoking the deep concern with Calvinist predestination that permeates Gravity's Rainbow), but the phrase "mancha de pecado original" is sometimes used in reference to the genitals and thus offers us a possible allusion to the gruesome activities of Lugones Jr. 58 Whether this had any bearing on Pynchon's decision to include it, or whether it is simply a case of mistranscription or creative licence, will perhaps always remain speculation (although it is worth remembering that Pynchon places great importance on ancestry and genealogy throughout his fiction and, more specifically, Lugones Jr. killed himself-like father, like son-just two years before the publication of Gravity's Rainbow). 59 We can be relatively confident, though, in surmising that the quote which Pynchon translates/adapts is Columba's own invention. While it does correspond nicely with the solemn portentousness of Lugones's public persona, and while there are numerous references to pecado in his poetry and writings, nothing resembling the phrase presents itself as a likely source. Similarly, there is no obvious correlative in the revolutionary proclamation written for Uriburu.
What is ultimately most significant, however, is that Lugones can now be acknowledged as playing a brief but striking role in the novel's engagement with the "poetics" of fascism (most memorably explored via the monstrous Captain Blicero's interest in Rilke). Indeed, the combination of Lugones's authoritarian politics and the "[e]roticism, heavily laden with sadistic or macabre overtones," of his modernismo means that he firmly belongs to this grim part of the novel's imaginative landscape. 60 The later references to a "poignant recital of 'Pavos Reales,'" a collection of lyrical poems, and to a "soft night, smeared full of golden stars, the kind of night back on the pampas that Leopoldo Lugones liked to write about" (383), are therefore powerfully undercut by his earlier appearance in the cartoon. Moreover, the fact that it is Felipe who is identified as reading Lugones-the U-boat's "difficult young poet"-reminds us, as David Cowart remarks on the Gaucho in V., that "totalitarian proclivities" are all too easily disguised by "persuasive rhetoric and captivating panache." 61 The strain on the "solidarity" of the anarchists, it is darkly implied, might be rooted in more serious concerns than stealing each other's girlfriends (383).
Acción Argentina
Beyond these fascist elements, Pynchon's two references to an organization called Acción Acción Argentina argued directly for the country's entry into the war on the Allied side.
Before it was disbanded in 1943, the organization could boast of almost 300 subsidiaries.
It is therefore easy to understand the logic of Pynchon's references in this light, doubly so given the overt political sympathies of his gaucho-anarchist-submariners. In addition, the imaginative pull of the unrealized alternative history that it evokes-blue and white banderas fluttering in Normandy or Berlin-is hard to resist. As is so often the case in Similarly, the fact that Pynchon mentions Silvina Ocampo in one of his letters to the Sales provides a possible link to the group. 66 Ocampo's sister Victoria, described by Borges as "la mujer más Argentina" ("the quintessential Argentine woman"), 67 was a committed member; Villa Ocampo, the site of a Bloomsbury-like artistic community, is in Mar del Plata, where the anarchists begin their voyage. Lastly, if the experience of the revolutionary 60s is ever-present in Pynchon's work, then the fact that one Ernesto "Che" Guevara was a member of the group's youth wing in Alta Garcia might conceivably be a factor. 68 Returning to the subject of cartooning, two images from the newspaper Alerta! circa 1940, an official mouthpiece of Acción Argentina, are especially useful when it comes to evaluating the wider significance of the nation's internal divisions (and indeed its transatlantic relationships) for Pynchon's novel. Although it is unlikely that Pynchon would have been able to access such documents, his interest in cartoon satire (and in Argentina's history of authoritarianism and resistance) is substantial enough to justify the detour. Indeed, they dramatize very effectively how the threat of Nazism was intimately bound up with questions of Argentine identity and autonomy during this period and therefore help to provide a kind of archival back story for Pynchon's anarchists.
The first (Fig. 2.) , by the artist Tristán, shows a typical criollo in rural attire, complete with both knife and guitar-two objects with a special resonance in Martín Fierro (a fatal knife fight and a singing duel are key incidents in the narrative). It is, simply put, immediately suggestive of the struggle, freedom and romance of the Argentine pampa.
In the bottom left corner, however, is a traditional German beer stein emblazoned with a swastika, and the enthusiastic payador sports round spectacles and a toothbrush moustache, clearly evoking the appearance of certain senior Nazis. 69 The satirical caption that accompanies the cartoon is equally unambiguous: "Nosostros los criolios, fidalitá-de pura cepa,-keremos mandar solos, fidalita-en esta tierra!" ("We authentic Criollos-of pure stock-we want to rule alone on this earth!"). If the co-optation of the traditions and folklore of the pampa is a major component of Gravity's Rainbow and not merely a screwball sideline-part of an ongoing series of debates about the hazardous intersections between fantasy, creativity and geo-political domination-then lingering over an image like this helps us to trace out the continuities that bind together the various strands of Pynchon's Argentine material, as well as illuminating both the playfulness and seriousness which defines it.
The second image (Fig. 3.) , by Carybé, indicts a different level of Argentine so- was a passionate advocate of the unique "sentido crítico" ("critical feeling") of the cartoon image-"agudo o ingenuo, divertido o amargo" ("deep or naïve, bitter or sweet"), waxing lyrical about "la profilaxis del espíritu" ("the prophylaxis of the spirit") that defines the best cartooning and "su arriesgado martirologio bajo las dictaduras" ("its risky martyrdom under dictatorships"). 70 These are qualities, I would suggest, that Pynchon also sees in cartoons-a very specific synthesis of anarchic experimentation and concentrated formal discipline-and they are qualities which are stretched, tested and remodeled in his exploration of Argentina culture.
In addition, these images are worth dwelling on because they provide such a vivid example of how the destiny of "Latin" Argentina has been shaped by its relations with Germany, a point that is quietly but sharply communicated in the novel. We are ("Thinking of Jorge Luis Borges in something that does not quite manage to be a poem").
Her complaint "was that the Buenos Aires evoked in Borges's poems was too placid-it was always dressed in its Sunday best." 87 The abstruse title of Lange's review, I would argue, has a special relevance to Gravity's Rainbow (if not a direct influence) as Pynchon offers us a very literal version of what it means to think of Jorge Luis Borges "en algo que no alcanza a ser poema." Graciela, the aforementioned "urban idiot of B.A.," is not only associated with Cipriano Reyes and Acción Argentina. Indeed, we are also told that she was once "a particular favourite of the literati. Borges is said to have dedicated a poem to her ('El laberinto de tu incertidumbre / Me trama con la disquietante luna . . .')" (263).
Weisenburger provides an excellent gloss on this eye-catching detail: 
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In the early part of poem II, Borges writes of "the bitterness of a man who has looked / long and long at the lonely moon" and it concludes as follows: "I am trying to bribe you / with uncertainty, with danger, with defeat." It is therefore a possibility that Pynchon's tribute has an extra layer of trickery to it-using Borges's native language, in the 11-syllable lines of a Spanish sonnet, to allude to the "lonely moon" and "uncertainty" that are evoked in English. Another factor to consider is the fact that disquietante is actually a linguistic error-inquietante is the correct Spanish term that Weisenburger implicitly translates-and thus might potentially be read as a kind of deliberate mistake that points to the constructedness of the faux quotation.
Before this textual enigma becomes all-consuming, however, I should reaffirm that my real focus here is on the wider significance of Borges in Gravity's Rainbow-or, more specifically, on the significance Borges as an Argentine writer. Indeed, it is Borges who provides Pynchon with the "basic dichotomy" between "the labyrinth and the plain" that looms throughout the Argentine sections of the novel-first identified in the letters to the Sales, and fine-tuned for Squalidozzi's musings on national character.
There is something about the "flatness" of the landscape, Pynchon writes to Kirk and "Ya has corrido mundo y te has hecho hombre, mejor que hombre gaucho." 101 If we began with the brief appearance of The Gaucho in V., then the subject of gauchos (another connective thread) provides an apt way of bringing this investigation to a close.
In attempting to articulate a wider sense of compositional and thematic order in Gravity's Rainbow, Kathryn Hume draws a useful analogy with the other displaced peoples that introducing a number of important qualifications-not least by acknowledging that in the foundational works of the gauchesco genre, as Amy Kaminsky explains, the "tragically romantic figure" of the gaucho is "always already in the process of extinction."
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Or in other words, the disappearance of the gaucho has played an active role in defining him-and it is this fragile, unstable quality which informs the explicitly politicized valorization of the gaucho's way of life by the anarchists. Bioy Casares, for example, wryly describes how generations of witnesses have claimed that the gaucho "only existed in the past, preferably seventy years before each of these affirmations." 104 Pynchon, it should also be noted, creates an ironic distance from this gaucho mania-while in another sense remaining true to the "process of extinction" that shapes the gauchesque mode-lest we be tempted into over-identifying with romantic images of "unscribbled Argentine cinema, named-believe it or not-Graciela Borges (Fig. 4) . 110 And if these uncanny associations and overlaps were not enough, a version of La Vuelta de Martín There are many uncertainties here. On the one hand, it appears that the unlikely "anarchist experiment" is gathering genuine substance and momentum (613). The boliche and the pulpería 112 are real, not just part of a set; they are the foundations of an alternative reality, of both a new beginning and a return home. The "extras" who choose to stay have the option of joining the main cast. As Martín Fierro himself claims, "acquí no hay imitación, / ésta es pura realidá" ("here there is no imitation, / only pure reality"). 113 On the other, the questions and qualifications do not cease. What will happen if "Der Springer" ever shows up? And can all this truly survive unscathed if he does? A utopian opening is offered to us-just as Argentina per se has presented itself to so many displaced peoples, seekers of freedom and sanctuary from across the spectrum. But the threat of selling out, of von Göll's "corporate octopus" (611), of the Faustian deals struck by desperate individuals and communities, looms behind every regenerative possibility. The presence of a "military government" also sounds depressingly familiar in the context of Argentine history, suggesting that the old maxim of "first as tragedy, then as farce" still holds good.
Just prior to this, Graciela, her "dark hair parted in the middle and drawn back from her forehead" (and thus notably similar to her namesake in Nilsson's film), is struck by another moment of self-consciousness and vulnerability. If everything falls apart, we are informed, she is unsure what strength she can muster: "Often at night she'll break through a fine membrane of alcohol and optimism to see really how much she needs the others, how little use, unsupported, she could ever be" (613). There is nowhere else to go; there is nothing for it but to play the odds. We therefore have issues here that are dramatized throughout the novel and indeed across Pynchon's entire body of work: the slippages between representation and reality (never simply a playful and/or neutral business); the murky distinction between chance and fate; the politics of knowledge and ignorance; the politics of complicity, interdependence, sacrifice and hope. At the same time, however, we can only arrive at the general concerns that this moment represents because of the absolute rigor and specificity of Pynchon's immersion in Argentine culture.
The whole scene is marked and defined by the Borgesian perversity which constitutes the boundaries of nationhood-incessantly reinforced, incessantly breached. "Pero ché,"
as Squalidozzi tells Slothrop, "no sós argentino."
